AN ONTOLOGICAL MUSICAL MODEL 


Professor, Ph.D. DAN DEDIU 
National University of Music Bucharest 


Dan DEDIU, composer and musicologist. Ph.D. in Musicology since 1995, with 
a thesis on phenomenology and archetypes in music. Author of over 140 
compositions covering all genres and of 3 volumes of musicology. Producer of 
numerous TV and radio programs. Recipient of many national composition 
awards (by the Romanian Academy, the Romanian Composers' and 
Musicologists' Union) as well as of many international ones (in Paris, Berlin, 
Dresden, Vienna, etc). Professor (of Composition and Musical Forms) at the 
National University of Music Bucharest and currently Rector of the University. 
His music appeared on portrait or collective CDs in Romania, Germany, Holland 
and Australia. 


The archetype has currently become an almost meaningless concept. Everything pertains to 
the archetypal, yet nothing is more ambiguous than this concept. It represents a breach in 
contemporary thinking, one that leaves room for many inadvertencies and falsehoods. To put it 
more suggestively, it has become a sort of "trash bin" where we toss all the conceptual residues that 
at a certain moment contravene the ideatic conduct that we adopt like a role and to which we cling 
tenaciously. In this sense, the archetype, whose form remains identical — i.e. that of a primary, 
fundamental model -, undergoes a semantic distortion at content level every time it is used. 
Eventually, all these collateral or contradictory meanings of the term do nothing but annihilate it 
semantically and void it of its content. A too broad extension of the meaning, just like a complete 
abstraction thereof, would lead to the same result, namely to the destruction of the concept. If every 
author has their own understanding of the concept of archetype, in order to impose the logic of their 
own mental construction with regard to various issues — from myths, structures of the imaginary, to 
psychoanalysis and art -, then, by way of such dispersion, the meaning of the concept of archetype 
will explode due to the huge multiplicity of the rarely converging meanings. Accumulated and 
stored in the graphic and phonetic form of the archetype, these meanings tend to expand 
excessively, up to the annulment of the logical and metaphysical "roots" of the concept. For the 
word is based on convention, and if the convention is ruined, the word becomes imponderable. 
While ceasing to pertain to a particular semantic field or gravitate around a fixed point, it wanders 
around in an ephemeral indefiniteness. 

In order to revitalize this concept, it is first necessary to raise the problem of its accurate 
understanding. It is only by grasping the concept of archetype, by rethinking and connecting it to 


certain cultural complexes, that we will be able to save it from sliding into the pejorative. 
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Issues Related to the Substantiation of Music Ontology 


The debate as to what constitutes the object of music ontology is still far from settled. Some 
consider that the musical work per se should be the true object of meditation, others assert that 
music should be considered in terms of its creative intentionality, whereas a whole pleiad of other 
scholars base their approach on the structure, style and meaning of music. It is in this 
methodological confusion that the shaping of the new field of musicological research called music 
ontology takes place. 

From Philip Bohlmann, with his article entitled Ontologies of Music (from Rethinking 
Music, edited by Nicholas Cook and Mark Everist), much less receptive to the grounds of music, to 
the musical-philosophical aesthetics of Roger Scruton in "The Aesthetics of Music", or from Jerrold 
Levinson, with his What a Musical Work Is (1980), to Julian Dodd's ambitious and comprehensive 
project of his Works of Music. An Essay in Ontology (2007) — all the attempts to substantiate the 
ontology of music in terms of what music is as a mental universe have only touched its "surface", 
while failing to penetrate the depth of the musical creative act proper. We therefore believe that the 
ontological model we are proposing below may constitute a starting point in the scientific endeavor 
towards an understanding of the making of music out of nothing, a contribution to the decryption of 
the mechanisms controlling and coordinating the existence of music in itse/f and its transfer into the 


accomplished work of art. 


The Use of Archetypes in Romania 


Before starting the presentation of this ontological model as a schematic expression of the 
functioning of music at its existential level, we must mention the influences that this model drew 
upon and the context it emerged from. 

One of these influences is undoubtedly that of Carl Gustav Jung's abyssal psychology, 
which was borrowed by Corneliu Dan Georgescu and Octavian Nemescu in their musical 
reflections on the world of archetypes. Another influence came from Gilbert Durand, so in vogue in 
the literature of the 1970-1980s, with his work entitled The Anthropological Structures of the 
Imaginary. As a matter of fact, although his theorized typologies were not successful enough to be 
also adopted in music, the wide use of the concept of archetype enabled the emergence of an 
"archetypal trend' in the Romanian artistic thinking. The fact that Jung and Durand were quoted by 
the first Romanian author who made a systematic approach to archetypes, i.e. Corneliu Dan 
Georgescu, does not mean that they are the ones who deserve full credit for this preoccupation. We 


believe that the two represented but two bibliographic epiphenomena that C.D. Georgescu and his 


25 


generation used as best cards in the musical embodiment of the ideas expressed by Mircea Eliade. 
In fact, Eliade's conception of the myth constitutes the foundation of the archetypal movement in 
Romanian music. Also in conjunction therewith is the French structuralism, with Nicholas Ruwet's 
paradigmatic analysis, which enabled C. D. Georgescu to reach the idea of the existence of musical 
essences that he called archetypes. 

At the same time, overseas, in the United States of America, other researchers were studying 
these coincidences at the level of "quantum music". Leonard B. Meyer writes about musical 
"universals", Fred Lerdahl and Ray Jackendoff end up "discovering" the mechanisms of tonal 
music, imagining a hierarchical model derived from Heinrich Schenker's analytical system. 

On the other hand, the Romanian historical and mental context in which the concept of 
musical archetypes developed is a specific, regional context, determined by various factors: the 
reaction against official Marxist ideology, secret readings from prohibited or undesirable authors, 
discussions within small groups of intellectuals with no public visibility, the necessity to find a 
common substratum, applicable to all musical phenomena (from traditional to avant-garde music). 

Internationally, there is a fluctuation at the level of decades and of scientific methods 
between the idea of existence of certain sonorous universals and that of the impossibility to theorize 
any common substratum between musical traditions. The profound structure proclaimed by 
structuralists was a sort of archetype, but it was assiduously demolished by the philosophical 
postmodernism, flanked by deconstructivism, relativism and globalism. Lately, there seems to have 
been a return to the idea of existence of certain archetypes, along with the desired reunification of 
the musicological disciplines into a complex and unitary musicology, as advocated by Canadian 


musicologist Jean-Jacques Nattiez at a conference held recently in Bucharest. 


Description of the Ontological Model 


The ontological model herein described was presented extensively in 1995, on the occasion 
of the defense of my doctoral thesis. During the time that has elapsed since then I have kept 
rejecting the thought of resuming and reorganizing that paper. This symposium is now offering me 
a good opportunity in this direction. Thus, I am going to present the ontological model that I 
imagined back then, while updating it with improvements and completions resulting from the great 
number of bibliographic records that have emerged in the meantime and from the changes of 
perspective that have occurred inside and outside of my personal reflection. 

The ontological model starts from the fundamental idea that the archetype is a complex 
essence. Although it has always been considered as the simplest ontological seed, I started from the 


idea of an initial complexity of the archetype with the conviction that only a complex principle can 
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constitute the origin of an existential fact, which complexity that I have applied to the sonorous 
realm. Thus, the musical archetype was defined as a conceptual pattern of the musical energy fields. 
The essence of the archetype is of a noumenal and ideatic nature. The musical energy field consists 
of processes and forces that coagulate into a certain conceptual form, with clear and precise 
characteristics and functions. Musical energy is focused on three directions: attraction, difference 
(contrast) and similitude (equilibrium). 

In music, attractional energy manifests itself at the level of architecture, and is limitative 
(segmentational). It engenders five patterns: stable archetypes — incipit, climax, finalis — and mobile 
archetypes — ascensio and descensio -. These archetypes constitute the primitives of a logic of the 
musical text, based on the ascertainment of the existence of three types of musical texts: evolutive 
(conditioned by the existence of at least one mobile archetype), semi-evolutive (not containing the 
climax archetype) and non-evolutive (not having any mobile archetype). 

The differential energy is present at the level of the content, of the sonorous material proper. 
There are degrees of difference, such as an equal difference (if more than two parameters are 
different between two sonorous entities) and an unequal difference (if one or two parameters are 
different between two sonorous entities). The first category contains the archetype opositio, while 
the second one includes the archetypes that we called aditio, subtractio, permutatio and substitutio. 
Similitudinal energy (the balance) has a double dimension, i.e. formative and substantial, 
conditioning both form and content. The archetypes of similitude are repetitio and simmetria (with 
all its versions like sequence, recurrence, inversion, inverted sequence, recurrent sequence, 
transformation from successive into simultaneous and conversely). 

The ontological model described herein continues with the level of the archetrope, the 
phenomenal, material form under which the archetype appears in the history of music. The term 
archetrope designates musical formulas or tropes existing at the level of style, that are common to 
all the creations of a certain epoch, as embodiments of archetypes. The diversity of the archetrope is 
related to space and time, and its conditions of existence are four in number: 

a) different space and different time — the same archetype generates different archetropes in 
different times and spaces 

b) identical space and different time — the same archetype generates different archetropes in 
different times, but in the same space (for example, France during the Baroque or during the 

Romantic period) 

c) different space and identical time — the same archetype generates different archetropes in the 
same time, but in different spaces 
d) identical space and identical time — an archetype generates one and only one archetrope, in 


identical conditions of time and space 
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Finally, a third level of the individuation process is represented by the archemon (primordial 
unit), denoting the surface structure, the personal expression, the manner in which a composer 
belonging to a certain epoch “embroiders” on an archetrope. The archemon is a sort of stylistic 
ornament that varies both on the level of personal style, and on that of each individual work. 

This ontological model regarding the sonorous matter is correlative with a phenomenology 
of the compositional act and with a temporal tripartition, all of which are inextricably connected. 
Below is a comprehensive graphic formula illustrating the triadic levels of each side of music 


ontology, as they should be understood in the context of the present research: 


substan?« pf timp 
conjunctural 


Conclusion 


The archetypal ontological model has advantages and disadvantages. The main advantages 
derive from the general systematic framework and from the economy of means by which it explains 
the musical phenomenon. These things can be divided into four sub-points: 

1) due to its generality, the general archetypal model can be used in other arts, too. 

2) the method of extraction of archetropes and archemons (which has been minutely elaborated, but 
is not the object of this presentation) can constitute an instrument of stylistic analysis, enabling the 
discipline bearing this name to expand its research also in the concrete field of the musical material, 
instead of restricting it to the field of the esthetic characteristics of a style. 

3) the system of rules of the archetypal model represents a logico-formal organization that can be 
used in the research of the computer-assisted musical creation process. 

4) it implies a modular, parametric research, as well as an integrated, holistic one. 

The disadvantages are also worth considering. They pertain mainly to the lack of existence 
of a critical mass of simulations demonstrating the optimal functioning of the model. I have 
certainly conducted many analyses, from various perspectives, in which I meticulously invented 
methods of extraction of the archetypes and archetropes starting from archemons, in excerpts from 


Byzantine works (Peter of Crete), ragas of North Indian music, harmonies of Gesualdo and 
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Dowland, passages from Haydn, Mozart, Beethoven and Stockhausen. But these preliminary studies 
have been meant to serve a demonstrative purpose, in order to certify the functioning of the 
archetypal model. We still do not know how this model would behave in the "long run", after a 
systematic and profound analysis of a corpus of varied-enough musical works, the results of which 
would lead us to certain conclusions about the ontological armature of music. 

Nevertheless, this archetypal ontological model is an attempt to order and rationally reflect 
on the disorganized and discretionary multitude of archetypes, as well as an attempt to reflect on the 
territoriality of each concept and to subject it to a thorough ideatic and semantic examination, in 


order to find its most appropriate place in the economy of the systemic ensemble. 
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